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[slide]

My thanks to Barbara for the invitation to be here, to the Institute for 
Slavic Studies, Turkology and Circum-Baltic Studies for hosting, and to all 
of you for your time an attention. I’m happy to be here and I look forward to 
our conversation. 

[slide]

On January 15th of this year, tourists visiting Istanbul’s Aya Sofya 

Mosque were met with a surprise: the 6th century building, which had been 
free to enter since its reconversion from a museum in July of 2020, 
suddenly boasted a 25 euro entry fee. While the initial shock meant that, 
according to Agence France Press, “only a handful of visitors” were willing 
to pay (AFP 2024-01-15), this has changed in the intervening months. 

The new fee is simply one of myriad changes that this storied building 
has seen. When it comes to its sacred/secular status and the matter of 
paid/unpaid entry, other key moments include its conversion from an 
Eastern Orthodox to a Catholic church during the Fourth Crusade in 1204, 
its return to Eastern Orthodoxy in 1261, its conversion into a mosque after 
Fatih Sultan Mehmed II’s conquest of Constantinople in 1453, its transition 
into a museum under Mustafa Kemal Ataturk in 1935, its reconversion into 
a mosque under Recep Tayyip Erdoğan in 2020, and the latest shift, which 
makes it the only mosque with paid entry that I am aware of in Turkey. 
Each of these moments has sought to redefine Aya Sofya’s use to some 
degree, and with that, inevitably, its identity. 

As both a magnificent building and as a locus of deep history and 
historical affect, Aya Sofya was and remains among the preeminent 
symbols of the conquest of Constantinople, featuring prominently in many 
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of the accounts that come down to us of that event. This is certainly true of 
the accounts I wish to explore today: those appearing during the period of 
AKP rule in Turkey. 

[slide]

I’ve chosen this period because a set of mutually constitutive trends 
appear to me to have coalesced at this time: first the AKP capitalized on 
and greatly accentuated a rising public interest in the Ottoman past; 
second, this has occurred simultaneous with a digital revolution in 
communication technologies that has greatly expanded the possibilities for 
producing audio-visual stories about this past, as well as avenues for their 
distribution and sharing; third, this period has seen the rise of competitive 
authoritarian politics in Turkey as Berk Esen and others have discussed. 
Both the interest in the Ottoman (and, more broadly, Islamist Turkic) past 
and the AKP’s active control and exploitation of the digital revolution have 
had key roles in consolidating this authoritarian regime, and I’ve written a 
fair amount about the various forms this has taken. 

[slide]

Audio-visual accounts about or referencing the 1453 conquest have 
flourished during this period in quick succession and with varied degrees of 
success, highlighting and eliding different aspects of the conquest in what 
might best be called a palimpsestuous relation with with past. I use this 
term, credited to Michael Alexander, and applied within academic 
discussions of literary adaptations to highlight the necessarily re-written 
aspect of such accounts; and the sense of accretion and masking that such 
stories must also contain due to their long-explored nature. But I also 
employ its obvious sonic allusion to “incestuous” to raise the point that 
some of these “overwrites” involve couplings that can feel deeply 
unsettling. I’ll explore this idea more fully in the final section of the talk. 

In any case, the period under consideration has been subject to so 
many versions of the conquest that this re-mediation itself may change the 
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nature of our relationship with the events. It is this phenomenon that I 
would like to explore today. 

[slide]

I will do so in a five-part argument. Starting with the medium of film, I will 
revisit the 2012 blockbuster film Fetih 1453 as a point of departure, 
touching on its points of emphasis in the recent canon of conquest media. I 
will next turn to television, to examine two Turkish broadcast serials, or 
dizis, to draw on the Turkish word “dizi” for series. These two dizis were 
cancelled before they could take off. Next I’ll turn to a hybrid docudrama by 
Netflix that fared better in a very different distribution scheme, before 
moving on to the most recent TRT dizi, which started airing in February. 
Drawing on these serials and the film I’ll then reflect on the role of the 
waffling signifier, which seems to be an emergent phenomenon in the era 
of rapid-fire remediation. I will next turn to a series of propaganda videos 
produced by the Directorate of Communication, highlighting the ways in 
which the waffling signifier is not simply a side effect of such remediation 
but quite possibly one of its intended aims. I will also discuss some of the 
other innovative approaches to exploiting the conquest practiced by the 
DOC, suggesting that they are part and parcel of a broader post-truth 
phenomenon in which Turkey is on the cutting edge. Throughout this 
discussion I will focus in particular on portrayals of Mehmed and Aya Sofya. 
This is not only a means to limit the discussion but also, as we will see, in 
keeping with the way the AKP government makes use of the conquest, 
which is ultimately my greatest point of interest. 

[slide]

In other words: what can a bad movie, two failed TV shows, a 
docudrama, an ongoing serial, and some propaganda videos tell us about 
the ambient meaning of the conquest of Istanbul in Turkey/Türkiye today?

[slide]
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Our journey begins with Faruk Asoy’s 2012 blockbuster film, “Fetih 
1453”

I wrote about this and some of the early Ottoman TV dramas in 2014, 
trying to make sense of why some were smash hits and others deep 
failures. 

This version of the story restricts itself only to the conquest, and features 
a kind of “fill-in-the-blanks” story, in which moments and figures well known 
to the Turkish audience through extant cultural lore are simply given flesh 
through actors. That is, characters, relations, and motivations are not so 
much developed as revealed. 

I have three examples from the film that display some of its ideological 
trappings.

In the first, we see Constantine in a bath discussing the trap the 
Byzantines have laid for Mehmed, who has just become Sultan. 

[Slide - video]

I would call this an example of inverse orientalism - insofar as the tropes 
of orientalism are projected onto the Byzantines, who, though also 
“eastern,” clearly have a symbolically “western” character in this portrayal. 
whether we want to call this occidentalism or not could be a topic for 
discussion

I’ll skip the second clip for now, but we can come back to it in the 
conversation afterwards if you wish.

[Slide - video - skip]
  
But just to tell you what it contains, Mehmed’s spiritual advisor, 

Aksemseddin, arrives at Mehmed’s tent in a time of despair, 40 days into 
the siege. 

He takes the Sultan to the forest and they dig up the grave of Eyup, who 
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tried to conquer Istanbul in the 7th century CE. Mehmed’s faith is restored 
by this brush with the historical depth of his task. 

The scene is striking for its necropolitical overtones and, has some 
resonance in this with other neo-Ottoman dramas. We can return to this 
issue in discussion if you like. 

It is noteworthy that both this film and the most recent dizi start with 
Eyup receiving the Prophet Muhammad’s blessing to attempt the conquest 
of Istanbul. Thus far only the film features grave digging. 

In the next clip, which I will show, we see Mehmed’s triumphant march 
into the city. 

[Slide - video]

Here we see an example of what Svetlana Boym terms restorative 
nostalgia, a portrayal that imagines the past as entirely (and far too 
simplistically) glorious.

[slide] - Boym quote.

In the nostalgic tale of Fetih, which obfuscates entirely the looting and 
sacking that took place once the walls were breached, Aya Sofya is the 
culmination of the conquest and the place of harmony. 

Capped by a Bill Clinton moment with the child touching the Sultan’s 
face.

[slide]

The following year saw the premier of Fatih on commercial station Kanal 
D. 

It was helmed by Fatih Aksoy, the brother of Faruk, who directed the 
film. 

I also touch on this dizi in my 2014 article. 
It was a troubled project from early on. Initially slated to pick up right 
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after the film with the same cast, it quickly ran over budget, and was sold 
by Show TV to Kanal D, where it underwent a rewrite to pick up over 20 
years after the conquest, with a focus on the final years of Mehmed’s rule. 

Fatih came out while another major Ottoman costume drama was on the 
air: the controversial and successful Magnificent Century. Century was 
controversial in part because it told the love story of Sultan Suleyman the 
Magnificent and his wife Hurrem, and many in Turkey felt such intimate 
details should be left out of the portrayal of great historical figures. Unlike 
Century, Fatih respected taboos on intimacy, giving viewers little sense of 
the sultan as a feeling human and revealing him, instead, as a distant ruler. 

But the show was “brave” enough to broach the challenging topic of 
competitive unigeniture - as we’ll see in the following clip. (I apologize, but I 
do not have subtitles for this clip. Even if you don’t speak Turkish, though, 
you should be able to tell when Mehmed broaches his most shocking 
subject.)

[slide - video]

We can see the stilted character of Mehmed here, but also the deep 
discomfort of the characters at the revelation of the kanunname, and 
particularly the writing into law that brother had the right to kill brother in the 
interest of the state. 

This discomfort may well have been shared by viewers, as the dizi was 
cancelled after just 5 episodes. 

It took another 5 years before someone was ready to tackle the Mehmed 
story again. 

[slide]

In 2018, Kanal D took a second stab with “Mehmed: Bir Cihan Fatihi,” 
helmed by Cevdet Mercan. 

There were high expectations for the show, not lease because it starred 
Kenan Imirzalioglu, a major actor perhaps most famous for his role in the 
crime drama “Ezel.” It also featured a strong supporting cast, and received 
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heavy investment.
It begins with Mehmed’s 2nd ascension to the throne, and includes 

flashbacks to narrate earlier periods.
The story is fantastic, featuring Mehmed not only as a genius, which is 

part of the historical lore, but also as a kind of action hero, who sneaks into 
Istanbul in disguise and reaches out to save individuals. 

Because it aired in the commercial TV environment, it faced stiff 
competition, and frequently lost out in ratings to major football matches. It 
was criticized as being “slow,” and may also have suffered because it didn’t 
display much of a love story. (Though there were hints of this possibility.)

It was cancelled after just 6 episodes. 
In the clip that follows, Mehmed has sneaked into Constantinople with 

his trusted companion, Delibasi. 

[slide - video]

While this scene features Aya Sofya as the prize delayed, the next, 
which I’ll skip for the moment for time’s sake, deals with Constantinople as 
the mythical red apple, which is here shown both as Mehmed’s dream and 
as a literalized piece of fruit. We can return to this in the discussion if 
there’s time. 

[slide - video - skip]

[slide]

We return to this dream of the Red Apple in the next iteration of the 
Mehmed story, Netflix’s (2020) “Rise of Empires: Ottoman”

It appeared as  a 6 episode miniseries
Took the hybrid genre form of docudrama featuring actors and action 

interspersed with talking (academic) heads
It aired in a streaming environment, which differs significantly from 

broadcast in many ways, including the fact that ratings are not not directly 
(publicly) part of the “game”. This means that it was commissioned as 
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complete (miniseries) project, and didn’t have to worry about cancellation. 
Offered an “objective” (at least two-sided) portrayal of the story, and 

received some critical praise
“Renewed” as Mehmed vs Vlad (Dracula)

In the clip that I’ll share, Candarli Halil Pasa (played here by Selim 
Bayraktar) has just been summoned from his home in the middle of the 
night to come to the Sultan. He has every reason to expect his death. 

[slide - Video]

Here we see the importance accorded to dreams, and the Red Apple 
being closely associated with Aya Sofya

These are exactly the same themes that I pulled from the prior (2018) 
version of the story, so perhaps you begin to get a sense of the 
palimpsestuous nature of these retellings. 

But wait, there’s more… 

[slide]

Starting this February, TRT audiences were treated to yet another 
Mehmed story, “Mehmed: Fetihler Sultani,” on Tuesday nights. 

Airing on TRT-1, this dizi is virtually guaranteed at least one season, 
because the public channel does not rely on commercial income and, thus 
ratings. The government can commission series that it likes and give 
audiences a longer chance to warm to them than would take place in 
commercial broadcast. 

It is produced by Miray Yapim - a low profile company with one previous 
nationalist paramilitary dizi (Milat) in 2015

Unlike the company, the cast is quite well-known, including, among 
others, Selim Bayraktar, once again reprising the role of Canmdarli Halil 
Pasa that he had played two years prior for Netflix. (This time speaking 
Turkish)

Indeed, we can see this recasting as a form of palimpsestuous “play” 



9

with previous iterations of the Mehmed story, and there are many more 
examples of such play, including starting the story with Eyup, covert trips to 
Constantinople, and the role of key historical figures such as Mara 
Brankovitch and Ulubatli Hasan.

Like the 2013 dizi, this one broaches the uncomfortable topic of 
unigeniture, but in a less direct way. It also has a more approachable, 
personable sultan. And though this Mehmed is linked to multiple women, 
thus far he has only one love interest. His political marriage to the daughter 
of the Karamanoglu Tribe has yet to be consummated. 

I would call this a relatively strong production, but it has so far garnered 
only mediocre ratings, generally coming in between the 5th and 10th spots 
for Tuesday nights, often behind medical dramedy “Bahar” and reality TV 
show “Survivor All Star.” Two weeks ago, with no new episode of “Bahar” 
and with Mehmed declaring war on the Byzantines, it jumped to #3, but it 
was back at #5 this Tuesday.

For a program with this kind of investment, such ratings are meager, and 
may provide evidence that people are simply getting tired of so many 
Ottoman stories. It’s a trend that might be called Otto-fatigue or otto-
exhaustion. 

I’ll share just one clip from this dizi for the moment, skipping the first 
which deals, once again, with the red apple. 

[slide - video - skip]

And the second, which introduces the beloved figure of Ulubatli Hassan, 
known for his heroic martyrdom planting the Ottoman flag on the walls of 
Constantinople, in a rather playful and surprising way. 

[slide - video - skip]

To arrive at the third, which depicts, once again, the moment the 
Candarli Halil Pasa is summoned to Mehmed’s side late at night. 

[slide - video - play]
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An apple is prominent here as well, but I’m most interested in the way 
that watching this scene for a second time sets up a kind of resonance 
between the two iterations.

In this room, we’re watching these clips back to back, and that’s a 
unique setting. 

But the fact that all these versions of the story came out within a span of 
12 years is noteworthy. It means, among other things, that audiences 
exposed to these representations may well hold the prior versions in their 
minds for comparison or even subconsciously. 

It is particularly striking in the last two cases that I shared because we 
have the same actor, Selim Bayraktar, playing the same character, Candarli 
Halil Pasa, in two markedly different versions of the Conquest story. 

Bayratkar’s role here is certainly palimpsestuous and, more particularly, 
it points to a kind of representational practice that I call the waffling 
signifier: the signifier that, by something in its relation to other signifiers, 
calls into question the very nature of the representation taking place. In this 
case, the signifier is an image: that of Bayraktar in the role of Candarli 
Pasa. It “waffles” insofar as it makes us aware of other depictions of 
Candarli Pasa—be they similar or different—thus calling into question the 
matter of this character’s representation. This case is particularly striking 
because the actor and character from the previous iteration of the story 
have been recycled, but the waffling signifier can take a variety of forms. 

Let’s explore this first through the question of characters. 

[slide]
Take the character of Mehmed himself, for example. Here we have a 

very famous image of the sultan as depicted by Gentile Belini in 1480

[slide]
Next we have Mehmet as played by Devrim Evin in 2012

[slide]
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Set that alongside Mehmet Akif Alakurt’s 2013 poortrayal

[slide]
Kenan Imirzalioglu’s reprisal in 2018

[slide]
Cem Yigit Uzumoglu in 2020

[slide]
and Serkan Cayoglu this year. 

Competing portrayals leave a well-trodden path in the history of 
representation. But I’m suggesting that something unique may be taking 
place when so many depictions pass before our eyes in such a short period 
of time. Ultimately, the meaning of Mehmed may begin to waffle—to 
vacillate. It is telling to me, for example, that the most recent version uses 
36-year-old Serkan Cayoglu not only to play the 19-year-old Mehmed who 
set out to conquer Constantinople, but also the 12-year-old Sultan who was 
removed from the throne. Here we have a case where the (perceived) 
demands of representation trump any sense of historical accuracy. And this 
is not a small detail. By all accounts, Mehmed’s youth had much to do with 
his first deposition. 

The waffling signifier is an effect of our digital age, and the relative ease 
with which major productions can be brought to audiences both quickly and 
(relatively) cheaply. And it is not simply a question of characters. The 
situation works in the other direction too—with reference to specific actors. 
Amidst the many recent historical TV shows and films, there are actors who 
seem to have specialized in such roles. To the degree that they “owned” 
these roles, they bring to each new role some accretion of their previous 
character.  

[slide]
Let’s return to the case of Selim Bayraktar. 
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Bayraktar came to popular attention for his role as Sumbul Aga, the 
harem eunuch, in Magnificent Century (center). He later took on the role of 
Alpagu Khan, leader of the Shamanic (pre-Islamic) Turkic Gok Khanate in 
Destan. The next year he was on screen as Candarli Halil for Netflix and…

[slide]
Two years later as Candarli Halil again for TRT.
Actors have always carried their previous roles, particularly their iconic 

ones, with them—this phenomenon has long been remarked upon within 
celebrity studies. But I think we are witnessing something new when this 
happens within the relatively limited confines of Turkic history and when the 
representations emerge in such close temporal proximity to each other. 

[slide]
There are many similar cases, but I’ll share just one more today, that of 

Cengiz Coskun. 
He played Genovese mercenary Giustiniani in the 2012 Fatih movie 

(left), and then, moving right, was cast as Turgut Alp, trusted companion of 
Ertuğrul in TRT’s breakout hit Resurrection Ertuğrul. He later played Sultan 
Alparslan in the film portrayal of Alparslan, not to be confused with the dizi 
version, with which its release overlapped. What I find most interesting 
about Coskun, however, is that he played the role of Turgut Alp not only on 
television, but also at government events, as in the (poor) image on the left. 

That’s a screenshot from this video, a 2016 celebration of the Conquest 
of Constantinople, in which Coskun’s ananchronistic portrayal of 13th 
century character didn’t seem to bother the crowd in attendance. 

[slide - play video]

What we see in such events is obvious on the one hand: history is used 
to serve the (political) needs of the present. It has ever been thus. But in 
cases such as this, history is used so ahistorically that it has become little 
more than a trapping or a sensibility. I think the waffling signifier has been 
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an important agent (intentional or not) in that shift. 

[slide]

Take another example related to the Ertuğrul dizi, the case of a statue of 
Ertuğrul gazi commissioned by the Black Sea city of Ordu. When it became 
clear that the “Ertuğrul” depicted was based on the show’s lead actor, 
Engin Altan Duzyatan, debate broke out and the statue was eventually 
removed. 

Since no known images of Ertuğrul exist, one could well ask why any 
particular image might be preferable over another. Moments like this are 
certainly confusing; they can also be comical. Beyond that, they might also 
offer opportunities for reflection on the nature of representation and 
historical truth. And I am certain that all of the above is happening. 

But the question I’ll pursue in the remainder of this talk is the matter of 
intention: is there something instrumental in the use of the waffling 
signifier?

[slide]

This takes us from dizi to the realm of propaganda videos, and 
particularly those put out by President Erdogan’s Directorate of 
Communication. 

Various sites of display

[slide]

They are the brainchild of Fahrettin Altun, who took over the directorate 
the day after it was founded in 2018. 

He often tweets about them, as he did in 2020 when he shared the 
following video. I’ll just show a portion of it for the sake of time. 

[slide - video - play] Kizil Elma - Start - 0:50; then skip to 2:50
As you can see, Aya Sofya is an important symbol in this video, and is 
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implicitly likened to the Prophet Muhammad’s tomb in Medina, the Kabba in 
Mecca, and the Al-Aqsa Mosque in Jerusalem.

Likewise, Mehmed is a key character. He is implicitly compared to 
Sultan Alparslan, and more explicitly compared to President Erdoğan 
through cross-cutting. 

This is not the only propaganda video to feature Mehmed. A month later, 
the DOC released the following: 

[slide - video - play] Mavi Vatan - Start - 1:20; then 3:20 - end

[slide]
I’ve just published a piece on these videos and their coordination with 

historical TV dramas. 
But I didn’t have the space in that piece to explore the importance of the 

waffling signifier, and that’s where I’d like to continue in the remainder of 
our time. 

The DOC videos are simply further grist to the mill of representations of 
Mehmed that publics in Turkey have been exposed to in the past 12 years. 
With this dizi-ying (pardon the pun) array of portrayals, including radically 
different stories about historical facts, any particular “truths” about 
Mehmed, aside from the conquest itself, become secondary to general 
sense of his greatness. So many signifiers for the same person may drain 
away some of his significance. To put it in literary terms, it is harder for us 
as viewers to achieve Coleridge’s “willing suspension of disbelief” about 
any particular version of Mehmed simply because there are so many 
versions passing before our eyes in quick succession. 

What remains is a sense of greatness and a signifier perhaps opened 
for other purposes. In the case of these videos, that purpose is very clearly 
an allegorical comparison between Mehmed and Erdoğan - a parallel that’s 
been part of discourse since Erdogan’s “conquest” of the Istanbul 
mayorship in 1994.

I’m aware this is a tenuous claim, so let me qualify: while I think the 
waffling signifier is a very real phenomenon, I cannot be certain how much 
of it is intentional, and how much just happens to be a result of the collision 
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of market logics, Neo-Ottomanism, and the ease of image creation in the 
digital age. 

But, at least in the case of the DOC videos, I think a case can be made 
for this instrumentalism. And, in making this case, I would turn to the 
person in charge of the videos. 

[slide]

Fahrettin Altun did a PhD dissertation on the work of avant-garde 
communication scholars Marshal McLuhand and Jean Baudrillard. 
Baudrillard is, of course, famous for his work on simulacra and simulation, 
and the rise of hyperrealist representation in contemporary popular culture. 
And, to our purposes here today, he had interesting thoughts on the links 
between nostalgia and the hyperreal:

[slide] - read quote

In another piece of ongoing work I explore examples of the hyperreal in 
the DOC videos, suggesting that Altun may well have used his knowledge 
of Baudrillard not for critical purposes, but, rather, as something more akin 
to a recipe book. But I’ll leave that point aside for the moment. 

I would like, instead, to turn to the fact that some of these videos make 
their way into public in the innovative form of infrastructural screens. 

[slide] - Taksim 2016
I first became aware of the very interesting use of such screens at the 

so-called “demokrasi nobetleri” (democracy watches) after the coup 
attempt in 2016, and I wrote about their use in presenting a particular kind 
of public back to itself, and in screening other publics from view. I called 
this dual-phenomenon a screened public. 

[slides] 
More recently, more complex variations on the public screen were used 
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prominently in the celebration of the 100th anniversary of the Republic 

[slide] 

and, since then, 

[slide - play video - muted] 

in a massive screen pavilion of protest against the Israeli assault on 
Gaza. Such screens are the topic of another project that I’m working on 
but, for our purposes today, I just want to make the point that the innovative 
use of screens in public is very much part of the government’s 
communication strategy and, more particularly, the strategy of the DOC. 

Because the DOC has a particular subset of videos that are directly 
relevant to the topic at hand: those shot to be projected on monuments 
throughout Turkey. I’ve dubbed this trend, rather obviously,

[slide]

 the “monumental public screen,” and it is relevant for our purposes 
because a number of these videos narrate the conquest of Istanbul. 

I’ll share three here today, as the progression between them 
demonstrates an evolution of sorts. 

We can start with this video from the 2020 celebration of the conquest of 
Istanbul, in which there is a literal screen in front of the monument in 
question: Aya Sofya. 

[slide - video]

The next step on our agenda comes at the same celebration the 
following year. Now the monuments themselves have become the screens
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[slide - video]

Galata Tower and Aya Sofya - but two different processes are at work 
here, perhaps with the idea of obfuscating the distinctions between them: 
1) Galata literally becomes the screen for a projection in the first half; 2) 
Aya Sofya appears to the online viewer as a monumental screen, but the 
digital effects are being mapped on specifically for the absent screen 
viewer—the person sitting in front of Aya Sofya at that moment will see few, 
if any, of these effects. Crucially, this was a “live” broadcast, meaning these 
effects were being mapped in real time, so the claim to temporal 
copresence seems to have been important, as does the claim to technical 
mastery and, of course, the overarching claim that the DOC, RTE, and 
MOCT are all the “legitimate” heirs to and stewards of this legacy. (More on 
this in a moment.)

Finally, we move to the 2022 conquest celebration

[slide - video]

The culmination (thus far) of this evolution seems to be the entirely 
digitally mapped projection onto the monumental screen. Here, the digital 
effects are so pervasive that it is difficult for me to discern whether the Aya 
Sofya pictured here is even a “real” layer in the image. This calls into 
question whether Aya Sofya is actually playing itself, suggesting that we 
are approaching what Baudrillard would call the simulacrum—the image of 
pure simulation with no relation to reality at all. 

Part of the context here is likely the shift in mayorship in 2019. The 
retreat from physical celebrations, such as the massive one held at 
Yenikapi in 2016, to the hyperreal seems to be an easy answer when the 
Istanbul municipality is now held by the opposition. Notably, the opposition 
puts on its own (competing) celebrations marked by similar, but also 
distinct, visual and textual rhetorics spectacularized through massive 
screens. 
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This competition over the legacy of the conquest is part and parcel of 
the greater struggle over the legacy of the Ottoman (and Turkic) past that 
has been waged via screens in Turkey since the major controversies that 
emerged over Magnificent Century starting in 2011. 

[slide - video - play]

I’ve shared a number of videos with you today and, in doing so, tried to 
think through and with images in a form of what both WJT Mitchell and 
Sungil Manghani might call image critique. This is an ongoing project, so I 
don’t have a solid conclusion for you yet, but I would like to end with 3 
provocations:

[slide]

First, with the constant upping of the game of simulation we have 
witnessed, I am tempted to recall Baudrillard’s orders of the sign on the 
road to pure simulation. 

[slide] 

Second, I’d like here to call attention to the fact that, in these videos, Aya 
Sofya becomes a screen for the representation of both the conquest and 
for the building itself. This is mise en abyme the likes of which might be 
found in a museum of conceptual art. And it leads me to reflect on Pierre 
Nora’s notion of the lieux de memoire - places of memory. 

[slide]

And, finally, I return to the place I started when I was invited to write on 
this topic for a conference here this January: the realm of post truth. Nuket 
Sirman and Feyza Akinerdem have captured nicely some of the dynamics 
involved in the rise of post truth in the world of dizi, and I think their 
observations are also pertinent here. 
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The stretching beyond the limits they describe is akin to my waffling 
signifier, which is part and parcel of the palimpsestuous screen. I’d describe 
that briefly as the screen in which multiple representations of the same 
figures and events overlap in such close temporal  proximity that they begin 
to bleed into and through one another, calling all accounts into question as 
authoritative and (perhaps) highlighting, in line with post-truth logics, that 
affect will tend to trump a fact every time. 

[slide]

thank you


